The volume contains 27 chapters organized into five parts: (1) 'Origins and Psychobiology of Musicality'; (2) 'Musicality in Infancy'; (3) 'Musicality and Healing'; (4) 'Musicality in Early Childhood Learning'; and (5) 'Musicality in Performance'. The diversity of content necessitates limited coverage of the ideas and approaches of contributing authors.
In Part 1, Dissanayake (Chapter 2) presents an engaging chapter on the origins and adaptive functions of music. Instead of endorsing the editors' claims of fully fledged musicality on the part of mother-infant dyads, she emphasizes the role of mothers, especially their sensitive, multimodal interactions, or protomusical behaviours, with infants. Such interactions, according to Dissanayake, contributed to reproductive success and infant survival in ancestral times. Moreover, she locates the historical origins of musical capacity in love or mutuality and in the elaboration and ritualization of commonplace affiliative behaviours. For Brandt (Chapter 3), music preceded language, with speech prosody reflecting residual forms of musical expressivity. Turner and Ioannides (Chapter 8) offer a variation on this theme with their conception of language as a component of music cognition. They depart from the book's central themes by outlining various imaging techniques and their limitations. Lee and Schögler's application of tau theory to musical expression (Chapter 6) seems similarly remote from the general thrust of the volume.
Panksepp and Trevarthen's contribution (Chapter 7) covers a wide range of topics, the result being information overload for the reader. Some of their claims, such as the notion of protomusical skills in animals and birds, require leaps of faith. A more temperate claim is that the affective power of music -the presumed language of the emotions -arises from subcortical emotional systems, with the cultivated appreciation of music involving higher brain systems.
Cross and Morley's review of evolutionary approaches to music (Chapter 5) is praiseworthy for its clarity and brevity, but it reprises ideas that Cross has presented elsewhere. An original and thought-provoking contribution is Merker's consideration of the ritual foundations of human uniqueness. He presents unambiguous criteria for ritual and underlines the importance of imitation, emphasizing its relative rarity across species. According to Merker, human ritual practices owe their richness to our spectacular imitative abilities, including an innate motivational disposition for imitation.
In Part 2, Mazokopaki and Kugiumutzakis (Chapter 9) echo the sentiments of the editors in their consideration of imitation as a reflection of sympathy. They strain the limits of credibility, however, by contending that neonates can imitate the rhythms of sounds. Their empirical investigation of rhythmic responses (vocal and non-vocal) to music on the part of older infants (two to nine months) involves comparable interpretive leaps. The study in question featured two-minute episodes in the presence and absence of music. Although infants produced comparable durations of simple and complex rhythmic sequences in both conditions, the authors concluded that infants could 'express themselves happily with rhythmic musicality in a quiet room ' (p. 199) . Moreover, they suggested that infants' rhythmic movements in the absence of music could be interpreted as requests for music.
Powers and Trevarthen (Chapter 10) offer more in the way of rich interpretations. They argue that each partner of the parent-infant dyad interacts intentionally and with concern for the other's well-being, a view that credits infants with innate intersubjectivity. The authors' claim of newborns' imitation of facial expressions goes beyond the empirical evidence, which indicates small increases in the base rate of simple behaviours such as tongue protrusion and mouth opening after repeated exposure to a model (Meltzoff & Moore, 1977) . By contrast, Lepage and Théoret (2007) consider imitation in early infancy to reflect immature organisms' inability to suppress gestures that are part of the perception of others' facial and vocal expressions. In other words, these imitations reflect perception rather than intersubjectivity.
Eckerdal and Merker's presentation (Chapter 11) avoids the prevailing atmosphere of rich interpretation. Despite exhibiting a wealth of receptive musical skills, infants are not considered musical because they lack knowledge of the conventional pitch and rhythm classes of the surrounding culture. The authors focus on the months before infants exhibit expressive musical capabilities, a time when caregivers playfully engage their infants with performances of action songs. Parents' unique combination of melody, words and actions provides infants with an introduction to human ritual. After repeated exposure and the passage of time, infants join in the performance with simple gestures such as hand-raising. They achieve mastery of the ritual performance in its entirety years later. Surprisingly, infant-directed singing was relatively infrequent in the cultural context of Eckerdal and Merker's study. In their Scottish sample of maternal interactions with nine-and 12-month-old infants, periods of maternal engagement featured infant-directed singing 10 percent of the time and infant-directed speech 71 percent of the time. A question of interest is whether the relative incidence of speech and singing to infants differs in other communities around the world, Bradley (Chapter 12) explores sound and movement by trios of infants six to nine months of age who are interacting in the absence of their parents. Their sounds and movements in that context are interpreted as signals of attraction or interest in relation to preferred infants and signals of disinterest or disengagement in relation to less preferred infants. Marwick and Murray (Chapter 13) report deficient adjustment in the timing and voice quality of infantdirected vocalizations of depressed mothers, which results in less sustained infant attention and less than optimal social and cognitive development. Similarly, Gratier and Apter-Danon (Chapter 14) report timing disruptions in the infant-directed behaviour of troubled immigrant mothers and mothers with borderline personality disorder.
Part 3 on music-making and healing features creative music workshops for children experiencing post traumatic stress disorder in conflict zones (Osborne, Chapter 15), improvisational music therapy in the community (Pavlicevic and Ansdell, Chapter 16) or for children with autistic spectrum disorder and Rett syndrome (Wigram and Elefant, Chapter 19), individual music therapy with a psychotic child (Robarts, Chapter 17), and dance therapy with deaf-blind children (Bond, Chapter 18). There are indications that these interventions enhance the vitality, sociability and self-esteem of participants, contributing as well to their emotional selfregulation. What remains unclear, of course, is whether music or dance are essential parts of such interventions, which share other important features such as a safe, supportive and encouraging environment, a non-competitive and non-judgemental atmosphere, and relative freedom of creative expression.
These features are prominent parts of the pedagogical approaches advocated by Bannan and Woodward (Chapter 21), Frölich (Chapter 22), and Custodero (Chapter 23) in Part 4. Custodero, in particular, challenges music educators to listen to and learn from their students, respecting their diversity and uniqueness. Bannan and Woodward raise the conundrum of universal musicality in infancy, on the one hand, and low self-evaluations of musicality in adults, on the other. They suggest that adult self-evaluations reflect culturally conditioned notions of musicality. Alternatively, the presumed musicality of infants may reflect potential only, with adult self-assessment reflecting the extent to which that potential has been realized. An outlier in this section is Erickson (Chapter 20), who treats speech prosody as musical and describes the musicality of classroom talk.
Part 5 considers musicality in performance, whether in ceremonial rituals involving infants or adults (Dissanayake, Chapter 24), musical understanding and expression shaped by body movement (Davidson and Malloch, Chapter 26; Correia, Chapter 27, second section), and creative music-making for parents and infants (Rodrigues and Rodigues, first section). The outlier in Part 5 is Osborne, whose concern is with musical rhythms as the externalization of internal biological rhythms.
Davidson and Malloch distinguish between movements required for producing the notes of a piece and those that accord expressive meaning to performers and their audience. They illustrate their ideas with detailed analyses of the performances of skilled musicians. In a related vein involving students rather than professionals, Correia considers movement as a potential route to the understanding of specific musical pieces and, in turn, to expressive performances of those pieces. This approach succeeds in shifting students' performing focus from technique to creative interpretation. Rodrigues and Rodrigues, by contrast, describe a unique parentinfant programme involving a creative synthesis of music, movement, and group interaction that culminates in public performances. The authors, who seem to have extraordinary skills in theatre, music, dance, improvisation and human relations, are inclined to attribute the gains and satisfaction of parents and infants to features of their programme. It is possible, however, that Rodrigues and Rodrigues's mentoring or leadership is the critical component. As in the healing interventions of Part 3, the creative and nurturing atmosphere may contribute more to the outcome than does its content.
The patchwork quilt of contributions in this edited volume is uneven in style, focus and quality. There are high points as well as low points. As a whole, however, the book is unwieldy. It would have profited from careful editing to reduce redundancy, verbosity and hyperbolae. Moreover, greater cohesion could have been achieved by excluding some chapters whose connections to music or to other chapters were marginal. In short, caveat emptor.
